the time was described as a severe "nervous breakdown." Her Wellington "neurologist", Dr Allen, introduced Sylvia to psychoanalytic theory and encouraged her to write.
In 1941, the family moved to Pipiriki Native School, high up the Whanganui River valley. It was here that Sylvia taught herself the disciplined life of a writer. The diary she kept during those war-time years would later be published as Myself. At the end of the war in 1945, the couple moved to another East Coast school at Waiomatatini. It was here that Sylvia began publishing short stories (McDonald, 2008) . Her first major publications were produced when she was employed at Fernhill School, Omahu, near Hastings (1949 -1957 , including the first, serialised, New Zealand version of her teaching scheme, published in eight instalments under the name Sylvia (Sylvia, 1956a-g; see also McDonald, 2008; Middleton, 2006) . The pen name Sylvia Ashton-Warner appeared for the first time on the first, British (Secker and Warburg) edition of her novel, Spinster (Ashton-Warner, 1958) .
When Sylvia returned to Tauranga, where she completed I Passed This Way and advised the production of the film of her life, Sylvia. She died in Tauranga on April 27, 1984, before the film was completed.
To educators, Sylvia Ashton-Warner is best known for her "key vocabulary" reading scheme. On the basis of her work with Māori children in remote Native Schools in the post-war years of the 1940s and early 1950s, she argued that literacy was best achieved when children captioned their experiences of fear and sex, the two great (Freudian) drives. The most meaningful words, she argued, were "kiss" (a sex word) and "ghost" (a fear word). Venting the fear/ destructive drive through captions (key vocabulary) and other expressive arts could, she believed, prevent violence and war. This was the theory she elaborated in her novel Spinster and her descriptions of her work in Teacher.
Today's school-teachers, teacher-educators and educational researchers can draw on an interesting array of critical engagements with Sylvia Ashton-Warner's educational ideas. Biographical studies have retraced the twisted paths of Sylvia Ashton-Warner's own autobiographical narratives (1963, 1967b, 1980) , interrogated their historical accuracy, speculated on their psychological underpinnings, and reviewed her work's reception (Hood, 1988 (Hood, , 1990 . American educators, such as Sydney Gurewitz Clemens (1996) , have enthusiastically reported on their use of Ashton-Warner's teaching methods. Provocations, a recent international collection of chapters by feminist education academics, focussed on theoretical dimensions of Ashton-Warner's life and work (Robertson & McConaghy, 2006) and included three chapters by New Zealanders (Jones, 2006; Middleton, 2006; Moeke-Maxwell, 2006) . While overseas commentators have frequently portrayed, as did Sylvia herself, Sylvia Ashton-Warner's educational theories and teaching methods to have been "in confrontation … with the time and place in which she lived" (Clemens, 1996, p. 26) , New Zealand researchers have told a different story that locates Ashton-Warner firmly within the wider progressive education (or "New Education") movement of the 1930s-1950s (McDonald, 2008 Middleton, 2006 Middleton, , 2008 .
However, as the following papers make clear, Ashton-Warner's methods are equally applicable in today's classrooms. Marilyn Barlow's paper reports on her Master's thesis research, in which she conducted an experimental study of the effectiveness of a key vocabulary scheme in a contemporary urban school setting. Adrienne Sansom traces depictions of spontaneous dance in Ashton-Warner's classrooms and investigates ways in which her ideas and methods might enhance the 21 st century dance curriculum. Trevor Thwaites explores the centrality of music in Ashton-Warner's teaching and how her approach has inspired his own work as a music educator.
